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Edgar Marcel Wind (19001971), philosopher and art historian, was 
born at 5 Passauerstrasse, Charlottenburg, Berlin on 14 May 1900, one of 
two children of Maurice Delmar Wind (d. 1914) and his Romanian wife 
Laura Szilard (d. 1947). Winds father was a wealthy Argentinean merchant 
of Russian Jewish extraction who exported optical instruments to South 
America. Wind grew up in a cosmopolitan and polyglot environment, at-
tending the Kaiser-Friedrich-Schule in Charlottenburg (19061918), and 
DOVREHQHÀWLQJIURPKLVIDWKHU·VH[FHOOHQWOLEUDU\,QKHFRPPHQFHG
studies at the University of Berlin in classics, philosophy and art history, 
supervised by Adolph Goldschmidt. The following year he attended the 
lectures of Edmund Husserl and Martin Heidegger in Freiburg, and those 
of Max Dvorak, Julius von Schlosser and Josef Strzygowski in Vienna. 
Unimpressed, however, with the reigning sovereigns, Wind turned to 
+DPEXUJ8QLYHUVLW\ZKHUHKHEHFDPH(UZLQ3DQRIVN\·VÀUVWSXSLODQG
engaged with the Neo-Kantianism of Ernst Cassirer.
,QKLVGRFWRUDOWKHVLVRIbVWKHWLVFKHUXQGNXQVWZLVVHQVFDIWOLFKHU-
Gegenstand, examined by Erwin Panofsky and Ernst Cassirer, Wind rejected 
romantic and formalist approaches to the appreciation of art which empha-
VL]HGDHVWKHWLFUHVSRQVHRYHUKLVWRULFDODQDO\VLV :LQG:LQG
:LQG²:LQG·VFRQFHUQLQKLVGLVVHUWDWLRQZDVWRH[SORUHWKH
methodological paradox that the art historians attempts at rational scien-
WLÀFDQDO\VLVZHUHJURXQGHGRQDHVWKHWLFMXGJPHQWVWKDWZHUHLQWULQVLFDOO\
LUUDWLRQDODQLQVROXEOHFRQWUDGLFWLRQ+HZDVFRQFHUQHGWRDQDO\]H.DQWLDQ
concepts of aesthetic judgment, and how the object of aesthetic judgement 
is transformed into an object of historical analysis through emphasizing 
the role of style1,QDUHODWHGDUWLFOHSXEOLVKHGLQ:LQGGHPRQVWUDWHG
how, distinguishing between aesthetics and art theory, the art critic and art 
1 For Winds doctoral dissertation and his early philosophical work on art historical methodlogy 
VHH)HUUHWWL²
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historian were both engaged in critical analysis and judged the artists per-
formance according to a hypothetical rather than categorical imperative, the 
ÀUVWDVVROXWLRQVWRDUWLVWLFSUREOHPVWKHVHFRQGDVKLVWRULFDOHYHQWV:LQG
F²:LQGZRXOGODWHUVXPPDUL]HKLVDSSURDFKDVRQHZKLFK
demonstrated that the intellect aided, rather than thwarted, the imagination in 
SURGXFLQJJUHDWZRUNVRIDUWÅ,KDYHWULHGWRGHYHORSDPHWKRGRILQWHUSUH-
ting pictures which shows how ideas are translated into images, and images 
sustained by ideas. Wind would also later recall how he accidentally met 
3DQRIVN\RQWKHZD\WRWKHH[DPLQDWLRQRIKLVGRFWRUDWHRQ-XO\²
DQLQWULJXLQJDQHFGRWHWKDWVXJJHVWVWKHPXWXDOUHVSHFWDQGLQÁXHQFHWKDW
existed between these two scholars at this time. While they were walking 
in the street Wind and Panofsky had a long and funny conversation, but 






Schools, he was appointed Lecturer in Philosophy at the University of North 
&DUROLQDDW&KDSHO+LOOZKHUHKHHQFRXQWHUHGDQGZDVSURIRXQGO\LQÁXHQFHG
by the pragmatism of Charles Sanders Peirce. Wind always acknowledged 
3HLUFHDORQJZLWK$E\:DUEXUJDVRQHRIWKHWZRIXQGDPHQWDOLQÁXHQFHV
on his thought. A sense of Winds philosophical range, acute insight, and 
shifting position can be glimpsed in a series of reviews written at this time 
IRUWKH-RXUQDORI3KLORVRSK\QRWDEO\WKHVXPPDU\UHSRUWRQFRQWHP-
porary trends in German philosophy which ranges from the Marburg School 
Neo-Kantianism of Hermann Cohen to the phenomenological approach of 
(GPXQG+XVVHUO:LQGD²7KHEXONRIWKLVDUWLFOHLQYROYHV





his personal research assistant at the Bibliothek Warburg, the extraordinary 
private research institute and library created by Aby Warburg and dedicated 
to the cultural historical study of the afterlife of classical cultures. War-
burgs example had a decisive impact on Winds development as a scholar, 
 :LQG$UFKLYH6SHFLDO&ROOHFWLRQV%RGOHLDQ/LEUDU\2[IRUGKHUHDIWHU:LQG$UFKLYH,9,
application for a Guggenheim grant, 1950.
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encouraging him  previously a philosopher and theoretician concerned 
with the methodological problems of art history  to concentrate on signi-
ÀFDQWKLVWRULFDOGHWDLODQGLWVFUHDWLYHWUDQVIRUPDWLRQLQWRFXOWXUDOLPDJHU\
:DUEXUJLQWXUQZDVLPSUHVVHGE\:LQGUHPDUNLQJÅ,FKYHUJHVVHLPPHU
daß Sie eingeschulter Kunsthistoriker sind. Sie haben es ja so nett mit dem 
Denken ,Q DIWHU:DUEXUJ·VGHDWK:LQGGHOLYHUHGDQ LPSRUWDQW
lecture on Warburgs Concept of Kulturwissenschaft which gave a lucid 
explanation of the theory of the polarity of the symbol, and distanced War-
burgs method from the formalist art historical approaches of Alois Riegl 
DQG+HLQULFK:|OIÁLQ:LQG²4. The intellectual closeness of 
Wind and Warburg during this period was acknowledged by other mem-
bers of the Warburg circle like Fritz Saxl and Gertrud Bing, and from the 
evidence of a letter written to Jean Seznec in 1954 it seems that Wind felt 
continually haunted by the burden of responsibility, towards his library and 
ideas, that Warburgs personal trust in him implied5.
:LQGEHFDPHD3ULYDWGR]HQWDW+DPEXUJ8QLYHUVLW\LQIROORZLQJ
the completion of his Habilitationsschrift Das Experiment und die Meta-
SK\VLN:LQG6. This remarkable philosophical work tackled the pro-
blem of circular argument in both the sciences and humanities, advanced 
a theory of the experiment based on internal delimitation as an empirical 
method for testing hypotheses, and proposed ways in which Kants four 
FRVPRORJLFDODQWLQRPLHVFRXOGEHUHVROYHGWKURXJKDFULWLTXHRIWKHLUXQ-
derlying Newtonian assumptions regarding space and time in the light of 
VFLHQWLÀFDGYDQFHVVXFKDVWKHWKHRU\RIUHODWLYLW\DQGTXDQWXPPHFKDQLFV
Fundamental here is Winds notion of embodiment  the conceptual link 
between a pragmatist revision of Kant and a Warburgian understanding of 
the symbol. Unfortunately, Winds philosophical masterpiece fell victim 




 %XVFKHQGRUIÅ,DOZD\VIRUJHW WKDW\RXDUHD WUDLQHGDUWKLVWRULDQ<RXNQRZKRZWR
think so nicely).




FHWWHELEOLRWKqTXH MHQ·DLSOXVSHXU MHVDLVTXHWRXW LUDELHQTXDQGMHVHUDLSDUWLª,OHVWPRUWXQ
mois plus tard. 
6 6HFRQG*HUPDQHGLWLRQ:LQGD(QJOLVKWUDQVODWLRQ:LQGE
7 6HHDOVR(QJHO²
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,WZDVDWWKLVWLPHWKDW:LQGDOVRSURGXFHGKLVÀUVWPDMRUDUWKLVWRUL-
FDOZRUNDOWKRXJKRQHSURIRXQGO\VKDSHGE\SKLORVRSKLFDOLVVXHVDVWXG\
associating the different portrait styles of the eighteenth-century English 
painters Joshua Reynolds and Thomas Gainsborough with James Beattie, 
Edmund Burke and Samuel Johnson on the one hand, and with David 
+XPHRQWKHRWKHU:LQG²8. To treat English painting of 
the Enlightenment period as the object of serious critical analysis, as Wind 
did here, was very innovative at a time when British art was certainly not 
thought to be capable of sustaining the type of critical analysis usually 
reserved for Renaissance masterpieces, and he therefore deserves to be re-
membered as one of the pioneers of the study of British art.
Wind was dismissed from his post at Hamburg shortly after Hitlers 
ULVH WRSRZHU LQ$WD FRQIHUHQFHRQ6FLHQFHDQG)UHHGRPKHOG LQ
+DPEXUJLQ:LQGSDLGWULEXWHWRWKHDFWLRQVDWWKLVWLPHRIKLVIULHQG
the classicist Bruno Snell, who tried to organize a resistance to the political 
alignment of German universities to the Nazi party under the Gleich-
schaltung. Snells initiative failed because older academics at Hamburg 
saw it as an empty gesture and refused to support his objections to the 
new authorities imposed on the university. Winds bitter disillusionment 
ZLWKWKHWUDGLWLRQRI*HUPDQ,GHDOLVWSKLORVRSK\VWHPVIURPWKLVIDLOXUH





beral lies? Possessing and enjoying a philosophy which they thought to be 
DGHTXDWHO\DQFKRUHGLQDJORULRXVWUDGLWLRQDWWKHFULWLFDOPRPHQWWKH\SUR-
YHGQHLWKHUZLOOLQJQRUDEOHWRIXOÀOWKHLUORJLFDOREOLJDWLRQV&KDOOHQJHGWR
battle, they had the choice of weapons, but they preferred to behold from 
on high the development in which they ought to have intervened, to woo 
the enemy through tokens of their favour, and, despite all their wisdom, to 
pin their hopes on the illusion that they might be able to make their peace 
even with this enemy10.





also extend to others such as Bruno Bauch and the Hamburg professors who declined to stand by 
Bruno Snell in his protest against the National Socialist regime.
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Similarly, Wind argued that the philosophical opponents of an ideali-
stic conception of freedom that had become vacuous and shallow in its 
LPSRWHQW XQLYHUVDOLW\µ KDG VLPSO\ ZLWKGUDZQ LQWR D ÅJORRP\ ,QQHUOLFK-
keit with their own refusal to intervene  and here Wind had in mind 
.DUO -DVSHUV DQG 0DUWLQ +HLGHJJHU ZKRVH ZRUN KH VDZ DV GHÀQLQJ WKH
current tenor of philosophy11. Whether idealistic or existential in its 
MXVWLÀFDWLRQWKHIDLOXUHWRUHVLVWWKHÅ*OHLFKVFKDOWXQJµZDVDQÅHWKLFDOHU-
URUµ DFFRUGLQJ WR:LQG·V FRQFHSWRI IUHHGRPDVGHÀQHG LQ([SHULPHQW
DQG0HWDSK\VLFV%\FRQWUDVW6QHOO·VFRQGXFWFRQÀUPHG3HLUFH·VYLHZWKDW
theory and practice could not be divorced and that, as Wind went on to 
DUJXHLQKLV+DPEXUJVSHHFKLQÅLI\RXZDQWWRNQRZDPDQ·VEHOLHIV
with regard to a given proposition, there is no better test than to observe 
KLVEHKDYLRXUµÅ«ZHQQPDQGHQ*ODXEHQHLQHV0HQVFKHQPLW%H]XJDXI
einen gegebenen Satz untersuchen will, es kein besseres Mittel gibt, als se-
LQH+DQGOXQJVZHLVH]XEHREDFKWHQµ:LQG². A further 
comment from Wind on the relationship between philosophy and the rise 
of Nazism can be found in the memoirs of the dancer Agnes de Mille, with 
ZKRP:LQGKDGDORYHDIIDLULQ/RQGRQLQÅ+HXQGHUVWRRG(XURSH-




Nazi anti-semitism endangered the Bibliothek Warburg, and Wind 
played a decisive role in negotiating the transfer of Warburgs library to 
/RQGRQ)ULW]6D[OKDGVXFFHHGHGLQÀQGLQJDVHFRQGKRPHIRUWKHOLEUDU\
in Leiden, but not the funding to effect the transfer. Wind, however, was 





brary to Thames House in London just before decisions regarding emi-
gration were centralized in Berlin. Shortly afterwards Winds introduction 
to the Kulturwissenschaftliche Bibliographiezum Nachleben der Antike, 
11 Heidegger, of course, actively embraced National Socialism in his tenure of the rectorship of the 
8QLYHUVLW\RI)UHLEXUJ6HHIRUH[DPSOH6DIUDQVNL²2WW²)D\H
 )RUWKHVRXUFHLQ3HLUFHVHHIRUH[DPSOH3HLUFHÅ7KXVZHFRPHGRZQWRZKDWLVWDQJL-
ble and conceivably practical, as the root of every real distinction of thought, no matter how subtle 
LWPD\EHDQGWKHUHLVQRGLVWLQFWLRQRIPHDQLQJVRÀQHDVWRFRQVLVWLQDQ\WKLQJEXWDSRVVLEOH
difference of practice.
/ 122 STANRZECZY 1(8)/2015
SXEOLVKHG E\ WKH %LEOLRWKHN :DUEXUJ ZDV DWWDFNHG DV D FULWLTXH RI *H-





at this time he advanced interpretations of the works of Michelangelo and 
Raphael with which he was absorbed for the rest of his life. 
$WWKHRXWEUHDNRIWKH6HFRQG:RUOG:DULQ:LQGIRXQGKLPVHOI
on sabbatical leave in America at St. Johns College Annapolis, at the in-
vitation of Scott Buchanan and Stringfellow Barr, two scholars whose re-
forming approach to education he sympathised with and had participated 
LQDW7KH&RRSHU8QLRQLQ1HZ<RUNGXULQJWKHV$IWHUWKHIDOORI
)UDQFH:LQG·V:DUEXUJFROOHDJXHVVHQWKLPDWHOHJUDPUHTXHVWLQJWKDWKH
stay in the USA in the common interest14. During 1940 Wind succeeded 
in securing an offer from the Library of Congress, the National Gallery 
DQG WKH'XPEDUWRQ2DNV5HVHDUFK/LEUDU\ WR MRLQWO\ JLYH WKH:DUEXUJ
OLEUDU\ DQG VWDII D KRPH7KURXJK WKHVH WDONV:LQGEHFDPH DFTXDLQWHG




Wind as an exiled Jewish academic (MacLeish 1940). Although it proved 
WRRGDQJHURXVDWWKLVWLPHWRWUDQVIHUWKH:DUEXUJ,QVWLWXWH·VFROOHFWLRQRI
rare books to America, Winds work in Washington strengthened the hand 
RIWKH,QVWLWXWH·V'LUHFWRU)ULW]6D[OLQQHJRWLDWLQJWKH:DUEXUJ,QVWLWXWH·V
LQFRUSRUDWLRQLQWRWKH8QLYHUVLW\RI/RQGRQGXULQJ²
Wind then embarked on an extraordinary peripatetic tour across Ame-
rica giving successful lectures that were widely regarded as expositions of 
WKHPHWKRGWRZKLFKWKH:DUEXUJ,QVWLWXWHLQ/RQGRQZDVFRPPLWWHGµ15. 
/HDGLQJLQVWLWXWLRQVDWZKLFK:LQGOHFWXUHGLQFOXGHG+DUYDUG<DOH&R-
lumbia, Princeton, the Metropolitan Museum of Art, the Pierpont Morgan 
Library, the Frick Collection, but also at universities across the Southern 
and Mid-Western States and along the West Coast. Particularly noteworthy 






his historical method to twentieth-century art, including the works of his 
friend the Russian painter Pavel Tchelitchew whose famous Hide and Seek 
²KH VDZ DV D ÅPDJLFSLFWXUHµ 7\OHU  ² ,Q
Wind met Margaret Kellner, the daughter of the physicist G. A. Hermann 
.HOOQHU6KHEHFDPHKLVUHVHDUFKDVVLVWDQWDQGWKH\PDUULHGLQ$V
his literary executor after 1971, she was the driving force behind the post-




fairs involved, Wind accepted a post at the University of Chicago  a move 
WKDWKLVFROOHDJXHVDWWKH:DUEXUJ,QVWLWXWHLQWHUSUHWHGVRPHZKDWGHVSD-
iringly as a desertion. For example, Gertrud Bing, the Deputy Director 
RIWKH:DUEXUJ,QVWLWXWHZURWHWR:LQGÅ,FDQQRWLPDJLQHWKHIXWXUHRI
WKH,QVWLWXWHWREHTXLWHDVVDWLVIDFWRU\DVZHKDGDOOKRSHGZLWKRXW\RXU
presence17. Wind made it clear, however, that it was his intention to resign 
his post and return to London as soon as the war ended. At Chicago, Wind 
assisted the Chancellor of the University, Robert Hutchins, in developing 
experimental inter-disciplinary approaches to teaching as part of the new-
ly-founded Committee on Social Thought (which introduced the so-cal-
led Great Books programme). Wind described the atmosphere of martial 
violence created at Chicago in reaction to Hutchins ideas, with which he 
was closely associated, with events coming to a head when opponents of 
the reforms attempted to use a committee on policy to prevent Wind from 
speaking in public on humanities subjects18 ,WZDVZLWKVRPHUHOLHI WKDW
Wind left Chicago to take up the temporary position of Neilson Research 
Professor at Smith College, Northampton MA, in 1944. 
At the end of the war, Wind chose to remain at Smith as Professor 
of Philosophy and Art, and he became an American citizen in 1948. This 
surprising decision, when his possessions were already in storage ready for 
VKLSSLQJWR/RQGRQUHVXOWHGIURPDGLIÀFXOWYLVLWE\6D[OWR6PLWK&ROOH-
ge in 1945 when it became clear that his views on the future direction of 
WKH:DUEXUJ,QVWLWXWHKDGGLYHUJHGPDUNHGO\IURP:LQG·V7KHWZRVFKR-
ODUVGLVDJUHHGRYHUDFDGHPLFSURMHFWVVWDIÀQJSROLF\DQGWKHKLHUDUFKLFDO
16 Notably with the posthumous collections The Eloquence of Symbols. Studies in Humanist Art (Wind 
DQGHume and the Heroic Portrait. Studies in EighteenthCentury Imagery (Wind 1986), both edited 
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VWUXFWXUH WKDW WKH:DUEXUJ ,QVWLWXWHKDG DGRSWHG DIWHU LWV LQFRUSRUDWLRQ
into the University of London. Ultimately, however, Wind was motivated 
by an ethical concern to stay true to Warburgs ideas and methods. Corre-
spondence with Kenneth Clark at the time of Saxls death in 1948, reveals 
VKDUHGFRQFHUQVWKDWWKH:DUEXUJ,QVWLWXWHZRXOGLQHYLWDEO\EHFRPHÅDQ
ordinary learned body, while Warburg himself used to feel that certain 
SKDVHVRIKLVZRUNPLJKWQRWEHDWWKHLUEHVWLIWKH\EHFDPHFRGLÀHGLQDQ
orthodox fashion19. Wind felt certain that his decision to stay true to the 
LGHDRI.XOWXUZLVVHQVFKDIWE\UHVLJQLQJIURPWKH,QVWLWXWHZRXOGKDYHKDG
Warburgs approval, relying on his own sense of their particular closeness 
in approach and understanding. 
At Smith Wind continued to develop his research into Renaissance 





every week is planned on the basis of the confusions which the lecture of 
WKHZHHNEHIRUHDURXVHGVRWKDWWKHZKROHDV,VHHLWLVQRWDQRULHQWDWLRQ
course but a disorientation course, whose purpose is to break up prejudices. 
And when new ideas are bred, these in turn create new prejudices which 
,KDVWLO\WU\WREUHDNXSDJDLQ,WLVDVOLJKWO\H[SORVLYHSURFHVVµ. Winds 
teaching at Smith also focused on The Platonic Tradition, exploring in 
GHSWK1HRSODWRQLVPIURP3ORWLQXVDQG3URFOXVWRVXFK5HQDLVVDQFHÀJX-
UHVDV0DUVLOLR)LFLQRDQG3LFRGHOOD0LUDQGRODDÀHOGZKHUH:LQG·VVXSHUE
knowledge has been praised by leading historians of philosophy like Pierre 
Hadot. An affectionate and insightful remembrance of Wind as a teacher 
DW6PLWKLVSURYLGHGE\&ODUH*ROGIDUEÅ7KHÀUVWZRUGV,KHDUGIURPWKH
mouth of Edgar Wind, Professor of Philosophy and Art at Smith College, 
ZHUH©'RHV*RGKDYHDEHDUG"ª«/HDQLQJIRUZDUGRQKLVHOERZVÀQJHUV
ODFHGWRJHWKHUKHZRXOGVWDUWZLWKDTXHVWLRQWKDWVHHPHGWREHDUQRUH-
semblance to anything we had read for him. Somehow by the end of the 








as we were sweating it out  that the course was one of the important expe-
ULHQFHVRIRXUFROOHJHOLYHVµ*ROGIDUE²
,Q:LQGDGYDQFHGDVRSKLVWLFDWHGLQWHUSUHWDWLRQRI/HRQDUGRGD
Vinci as a Heraclitan magus in a series of radio broadcasts for the BBCs 
Third Programme, transcripts of which were published in The Listener 
ZLWKRXWKLVNQRZOHGJHRUDSSURYDO :LQGD²:LQGE
:LQGF$OWKRXJKWKHVHWUDQVFULSWVDUHOLWWHUHGZLWKPLVWD-
kes, they provide precious evidence of Winds lecturing style, as he always 
lectured without a text, and also of the argument of the book on Leonardo 
he intended to write but never started. According to Wind, Leonardos 
exact lyricism arose from an artistic sensibility founded on mathematical 
understanding. Platos Timaeus, known to Leonardo through friends at 
the Milanese court of Ludovico Sforza like the mathematician Luca Pa-
FLROLGHVFULEHGDFRVPRVLQÁX[EXWEDVHGRQJHRPHWULFDOUHJXODULW\WKH
VRFDOOHGÅ3ODWRQLFµUHJXODUVROLGVUHSUHVHQWLQJWKHHOHPHQWVRIÀUHZDWHU
earth and air, which constantly recombine to form the semi-regular solids 
that temporarily hold together violently opposing natural forces. Man as 
a microcosm was also subject to emotional and physical change evident in 
each individuals physiognomy, and which could be broadly categorized ac-
cording to the theory of the four humours (choleric, sanguine, phlegmatic 
and melancholic). Leonardo brought to bear these profound insights in his 
Last Supper where the disciples react to Christs announcement of his be-
trayal on one side of the table with dismay, while on the other side Christs 
institution of the Eucharist is accepted ecstatically. The great mural repre-
sents, therefore, a muti-layered statement of a profound mystery, intended 
to sustain richly nuanced readings and not simply represent a moment in 
time, and thereby to achieve  a typical Renaissance theme for Wind  the 
reconciliation of opposites to produce harmony.
:LQGDOVRHQJDJHGLQGHEDWHVDERXWFRQWHPSRUDU\DUWDQGLGHDVDYLVLW
by Jean-Paul Sartre to Smith College in 1946 provoked an impassioned sta-
tement against existentialism as a revival of Heideggers thoroughly evil 
philosophyZKLOHLQKHFODVKHGZLWK(0)RUVWHURYHUWKHPRUDO
purpose of art in a debate on the subject of Music and Criticism at Ha-
UYDUG8QLYHUVLW\:LQGE²:LQG·VIRUFHIXOO\H[SUHVVHGYLHZV
on art, its potentially disruptive power (following Plato), and its marginality 
in contemporary society in relation to science (adapting Hegel), brought 
him recognition as a leading critic  but were also sometimes misunder-
VWRRGDVDGYRFDWLQJFHQVRUVKLS,QIDFWKHZDVFDOOLQJIRUDPRUHHQJDJHG
 :LQGD²UHSULQWHGDV:LQGE²6HHQRZ%UHGHNDPS²
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patronage of the arts guided by morally informed criticism. Wind pithily 
summarized his complex views on the relationship between art and society 
LQKLV$UWDQG$QDUFK\OHFWXUHVXVLQJWKHLPDJHRIWKHWHPSOHÅ:KHQZH
WUHDWDUWDVVDFURVDQFWZHFOHDUO\UHIHUWRWKHWHPSOHDQGWRQRWKLQJHOVH
there the artist is necessarily alone with his genius. But in the forecourt he 
should not be left alone. And yet we leave him alone there as well, because 
we mistakenly extend to the porch the same veneration as belongs to the 
VDQFWXDU\µ:LQG
,Q:LQGZDVLQYLWHGE\WKHFRPSRVHU1LFRODV1DEDNRYWRSDU-
ticipate in the Masterpieces of the Twentieth Century arts festival that he 
was organizing in Paris. This initiated a brief period in which Wind par-
ticipated in the activities of the Congress for Cultural Freedom, a promi-
nent anti-communist organization promoting the cultural advantages of 
democratic freedom and which, controversially, was covertly funded by 
WKH&,$,QDGGLWLRQWRSDUWLFLSDWLQJLQWKH3DULVIHVWLYDO:LQGVSRNHDW
the Hamburg conference on Science and Freedom and participated in the 
$OSEDFKVHPLQDURUJDQL]HGE\WKH&&)LQ$VDIULHQGRIÀJXUHVOLNH
,VDLDK%HUOLQDQG6LGQH\+RRNZKRKDGFORVH OLQNVZLWKGLSORPDWLFDQG
political circles, Winds involvement in the CCF was certainly not naïve or 
opportunistic but consistent with a liberalism rooted in the Enlightenment 
(Wind was registered as a Democrat voter in the USA). Through this orga-
nization Wind associated with some of the leading intellectuals, critics and 
artists of the day  debating in Paris, for example, with Herbert Read and 
Lionello Venturi, and meeting the writers Albert Camus and W.H. Auden. 
,WZDVLQWKLV&ROG:DUFRQWH[WWKDWKHGHYHORSHGPDQ\RIWKHWKHPHVWKDW
would later inform the writing of Art and Anarchy. 
Winds commitment to intellectual integrity was again demonstrated in 
ZKHQKHRUJDQL]HGDQGFRQWULEXWHGWRDV\PSRVLXPRQ$UWDQG0R-
rals at Smith College, where the participants included Archibald MacLeish, 
:+$XGHQWKHDUFKLWHFW3KLOLS-RKQVRQDQGWKHDUWLVW%HQ6KDKQRQH
FRQVHTXHQFHRIWKHVHOLYHO\GHEDWHVZDVWKHGHGLFDWLRQWR:LQGRI:+
$XGHQ·V SRHP Å7KH 7UXHVW 3RHWU\ ,V WKH 0RVW )HLJQLQJµ 7KH $UW DQG
Morals symposium occurred at a time of political tension at Smith College 
DWWKHKHLJKWRI6HQDWRU-RVHSK0F&DUWK\·VLQÁXHQFH%XVFKHQGRUI
². Following the testimony of a colleague, the literary critic Ro-
bert Gorham Davis, to the House Committee on Un-American Activities, 
Wind had assumed the position of a very effective, subtle and formidable 
leader of the opposition to attempts to purge Smith of suspected com-
 6HHDOVR=RUDFK²
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munists. At this time Winds political position diverged from that of his 
friend the pragmatist philosopher Sidney Hook, who argued in Heresy, 
<HV²&RQVSLUDF\1R  WKDWZKLOH D OLEHUDO VRFLHW\ VKRXOG VXSSRUW
dissenting opinions, it could not allow active conspiracies to overthrow 
the democracy that allowed such dissent, and that because membership of 
the Communist Party effectively meant participation in such a conspiracy, 
communist teachers and professors should be dismissed from their posts. 
Arguably Wind took the more pragmatist approach in arguing that acade-
mics and teachers should be judged by performances only.
7KHLGHDRIFUHDWLQJDFKDLULQWKH+LVWRU\RI$UWDW2[IRUG8QLYHUVLW\
had been promoted for some time by scholars who had known Wind since 
WKHV LQFOXGLQJ5LFKDUG/LYLQJVWRQH(UQHVW -DFRE0DXULFH%RZUD
DQG,VDLDK%HUOLQ,Q:LQGZDVLQYLWHGWRJLYHWKH&KLFKHOHOHFWXUHV




promote a cultural historical approach to the study of art, as distinct from 
the curatorial interests of the Ashmolean Museum, Wind argued for the 
creation of a new department with its own research library. He amassed 
a noteworthy collection of books, including many early editions, which 
WRJHWKHUZLWKKLVRZQSHUVRQDOOLEUDU\VXEVHTXHQWO\EHFDPHWKH:LQG5H-
ading Room in the Sackler Library.
,WLVDERYHDOODVDEULOOLDQWDQGFKDULVPDWLFOHFWXUHUWKDW:LQGLVUH-
PHPEHUHGDW2[IRUG+HVSRNHZLWKRXWQRWHVVKRZLQJRQO\RQHEODFNDQG




The Fallacy of Pure Art, Wind argued that the art historian should make 
observations which are aesthetically relevant without being aesthetic ob-
servations. The list of subjects to which Wind applied this maxim in his 
UHJXODUOHFWXUHVGHPRQVWUDWHVWKHZLGHVFRSHRIKLVOHDUQLQJ,QSDUWLFXODU
he gave classes with other scholars to promote inter-disciplinary research 
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ce medals, and Renaissance poems and their visual counterparts (with Stu-
art Hampshire, Austin Gill, Humphrey Sutherland and John Sparrow). The 
artist R. B. Kitaj, who studied at the Ruskin School of Drawing and Fine 
Arts from 1958 to 1961, was one of those who attended and was inspired 
E\:LQG·VOHFWXUHVLQ2[IRUG.LWDMVKRZHG:LQGKLVGUDZLQJVDQGZDVLQ
turn introduced by him to Warburgs serpent ritual lecture  the artist ack-
QRZOHGJHGWKHÅYHU\JUHDWLQÁXHQFHµWKDW:LQGKDGRQKLVGHYHORSPHQWDW
the time of his 1994 Tate Gallery retrospective.
,WZDVZKLOHKHZDV3URIHVVRURI WKH+LVWRU\RI$UW DW2[IRUG WKDW
:LQGSXEOLVKHGWKHWZRZRUNVIRUZKLFKKHLVQRZEHVWNQRZQ3DJDQ0\-
steries in the Renaissance (1958, revised edition 1967) and Art and Anarchy 
(originally given as the 1960 BBC Reith lectures). The former is a brilliant 
scholarly work in which Wind elucidated the obscure Neo-Platonic myste-
ries which inspired some of the greatest works of the Renaissance. Wind 
anticipated the criticism that he attributed to artists like Botticelli a depth 
of learning which they never possessed. He argued that the historian has 
to be more erudite than the artists he studies because we no longer en-
MR\WKHDGYDQWDJHVRI5HQDLVVDQFHFRQYHUVDWLRQµ:LQG,Q$UW
and Anarchy, Wind explored the causes and effects of the marginalization, 
mechanization, and mass distribution of art in contemporary society. He 
examined the polarities of art for arts sake and art engagé, deplored the 
dissociation of the artist from the educated and informed patron, the ever-
widening gap among modern artists between imagination and learning, 
and the transformation of the work of art into an object of interest. All 
these trends, he argued, have served to tame the anarchic energies of art 
and dilute the imaginative forces of both artists and their audience. 
:LQGUHWLUHGIURPWKH&KDLUDW2[IRUGLQ+HKDGEHHQVXIIHULQJ
from leukaemia since 1965 but, despite ill health, he continued to work on 
his book on Michelangelos theological sources. A shorter work on Giorgio-
nes Tempesta was published in 1969, offering an ingeniously simple expla-
nation for the famously enigmatic work (Wind 1969). Winds presence was 
LPSRVLQJHYHQPDJLVWHULDOKHGUHVVHGIRUPDOO\DQGVSRNHDYHU\HOHJDQW
English, tinged with a German accent. The high standards of scholarship 
ZKLFKKHPDLQWDLQHGDQGH[SHFWHGIURPRWKHUVFRXOGVHHPGDXQWLQJEXW
those who came to him for advice, whether students, colleagues or friends, 





7KH(ORTXHQFHRI 6\PEROV&UHLJKWRQ*LOEHUW UHPDUNHG WKDW:LQGZDV
remembered by fellow art historians for a combination of abstruse erudi-
tion and scintillating talk but that his career amounted to a classic, even 
a heroic, tragedy. He had failed to deliver the major study of Michelangelo 
that had been his lifes work, and his few and short books were in effect sets 
RIOHFWXUHVµ*LOEHUW²7KLVDQDO\VLVLVSDUWLDOO\WUXH:LQGZDV
overshadowed by Erwin Panofsky in the USA and by Ernst Gombrich in 
the UK as exponents of the iconographical method he had done so much 
to introduce to both countries, and the fame of those two great scholars 
HFOLSVHG:LQG·VDUJXDEO\FORVHUUHODWLRQVKLSDQGLQWHOOHFWXDODIÀQLW\ZLWK
Aby Warburg. This fact goes some way to explaining the ferocity of Winds 
unfairly critical review of Gombrichs biography of Warburg in 1971.
*LOEHUW KRZHYHU XQGHUHVWLPDWHG :LQG·V HQGXULQJ LQÁXHQFH HYHQ
while admitting that Art and Anarchy had been translated into six langu-
ages (now nine, while Pagan Mysteries in the Renaissance has been trans-
lated into six). Whenever a major Renaissance painting like Botticellis Pri-
mavera is reassessed, then the interpretation originally advanced by Wind 
often holds up as the most subtle, formative and enduring. The leading 
Hogarth scholar Ronald Paulson has admitted to a sense of unease on 
reading the collection of essays Hume and the Heroic Portrait, because 
Å,KDGIRUJRWWHQVRPHRIP\RZQLQGHEWHGQHVVORQJVLQFHDEVRUEHGEH\-
RQGIRRWQRWLQJDQGVRPHWLPHV,IHDUDWWULEXWHGWRDODWHUVFKRODUZKHQ
LW VKRXOG KDYH EHHQ WR :LQGµ :LQG·V LQÁXHQFH DOWKRXJK IXQGDPHQWDO
had been forgotten because Wind, unlike Warburg, Panofsky, and Gom-
brich, has always been, for me, a series of discrete essays and books and 
QRW D XQLÀHG WKHRU\µ $OVR ZKLOH SUDLVLQJ RULJLQDO LQVLJKWV WKDW VKDSHG
the terrain of art historical research into eighteenth-century British art, 
Paulson was critical of Winds tendency to force generalizations about pa-
inting and philosophy to merge  mapping too neatly, for example, Humes 
scepticism with Gainsboroughs painterly style, when Hogarths theoretical 
views are better documented as being closer to Gainsborough (Paulson 
²6LPLODUO\/HR6WHLQEHUJFUHGLWHG:LQGIRUKLVSHUFHSWLYHO\
premature recognition of the ambiguities in Leonardo da Vincis Last 
Supper that allowed a Eucharistic reading to complicate the then tradi-
tional interpretation (following Goethe) of the work as a secular psycho-
 Review of E. H. Gombrich, Aby Warburg. An Intellectual Biography*RPEULFK²6HH
DOVR2QDUHFHQW%LRJUDSK\RI:DUEXUJ:LQG²
 See, for example, Dempsey 1997.
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drama of betrayal, but he also criticised Wind for the extravagant claim 








should not form a chain which is no stronger than its weakest link, but 
DFDEOHZKRVHÀEUHVPD\EHHYHUVRVOHQGHUSURYLGHGWKH\DUHVXIÀFLHQ-
WO\QXPHURXVDQG LQWLPDWHO\ FRQQHFWHGµ 3HLUFH'LVFRYHULQJ
DQGWKHQEUDLGLQJWRJHWKHUWKHVHHOXVLYHÀEUHVLQYROYHGH[WHQVLYHUHDGLQJ
SURORQJHGUHÁHFWLRQDQGMXGLFLRXVLQIHUHQFH7KLVLVEHFDXVHDVZHKDYH
already seen Wind explaining in the introduction to Pagan Mysteries in 
the Renaissance, the historian cannot travel a royal road to knowledge, 
DV WKHDUWLVWGLGE\EHQHÀWLQJ IURPÅWKHDGYDQWDJHVRI5HQDLVVDQFHFR-
nversation. The iconographical approach practiced by Wind  eschewing 
simplistic one-to-one connections between texts and images  was neces-




the patient work of research, editing and interpretation since Winds death, 
initiated and guided by Margaret Wind, and more recently led by German 
scholars like Bernhard Buschendorf, Horst Bredekamp and John Michael 
Krois, has yielded remarkable results.
7KHSXEOLFDWLRQRI7KH5HOLJLRXV6\PEROLVPRI0LFKHODQJHORLQ
for example, has allowed for a more considered evaluation of the impor-
tance of Winds scholarship on Michelangelo than Gilbert was able to pro-
vide in 1984. Robert Gaston, for example, noted the contrast between the 
complex richness of Winds reading and the minimalist interpretation of 
the Sistine Ceiling advanced by Gombrich in an interview with Didier Eri-
ERQÅ>0LFKHODQJHOR@VDLGKHKDGEHHQOHIWIUHHWRSDLQWZKDWHYHUKHOLNHG
And what he liked was to follow tradition. There is no reason to believe 
that the Sistine Ceiling has more meanings than what we see (Gombrich, 
(ULERQ*DVWRQ²:KLOHQRWHYHU\GHWDLORI:LQG·V
theological interpretation holds up, drawing as it does on complex readings 
 6HHDOVRPicture and Text:LQGF
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RIREVFXUHVRXUFHVOLNH6DQWH3DJQLQL·V,VDJRJH²DQGWKLVIDFWQRGRXEW
prevented full publication of Winds studies during his lifetime  the idea 
WKDWWKH6LVWLQH&HLOLQJIXQFWLRQVOLNHDPDJQLÀFHQWFRQFRUGDQFHUHVRQD-
ting with multiple, mystical meanings is surely more persuasive than the 
notion that the artist was given free rein to paint whatever he liked in the 
Popes chapel. An admiring review by Paul Barolsky foresaw a vital role 
for Winds posthumously published writings on Michelangelo in bringing 
about a revived and balanced intellectual history, thereby providing the 
means for recovering nuanced works of art from reductive readings stres-
sing the circumstances of patronage or economic and political contexts 
DV VROHO\ GHWHUPLQLQJ WKHLU PHDQLQJ %DUROVN\  ² (TXDOO\
-RKQ2·0DOOH\KDVSUDLVHG:LQG·VÅSLRQHHULQJLQVWLQFWVKLVHUXGLWLRQDQG
his theological precision in insisting on the importance of religious sym-
bolism in interpreting the Sistine Ceiling, placing him in the vanguard of 
scholarship that has discovered Renaissance Rome as perhaps the most 
theologically interesting and diverse centre in Europe, thus contributing 
to reversing the received wisdom concerning the early Sixteenth Century 
LQWKHKLVWRU\RIWKHRORJ\2·0DOOH\;/,
2IHTXDOVLJQLÀFDQFHWRUHFHQWUHDSSUDLVDOVRIWKHPDWXUH:LQG·VDQD-
lysis of Renaissance religious symbolism is the renewed interest in his early 
SKLORVRSKLFDOZRUN$WWKHWLPHRILWVSXEOLFDWLRQLQ:LQGFRPSOD-
ined  echoing Hume  that his remarkable philosophical masterpiece Das 
Experiment und die Metaphysik fell dead-born from the Press (Lloyd-
-RQHV;9,,7RGD\KRZHYHU:LQG·VFRQFHUQWRJURXQGWKHSUDFWLFH
of art history on secure philosophical foundations, and to seek out the 
points of contact between the humanities and the sciences, seem as timely 
and foresighted as his insistence on the importance of the neglected the-
ological culture of the Renaissance. Here the key to understanding how 
Wind the philosopher and Wind the art historian are related is probably the 
VLJQLÀFDQWFRQFHSWRIÅHPERGLPHQWµDOWKRXJKPXFKSDWLHQWZRUNUHPDLQV
to be done in developing Winds insights towards a greater interweaving of 
the sciences and humanities. Finally, there was always something vital at 
stake in the experimentum crucis of Winds work as a philosopher and 
DUWKLVWRULDQDQXUJHQWFRQFHUQIRUDQHQGDQJHUHGFRQFHSWLRQRIKXPD-
nity. Perhaps Winds most important lesson to us now in our threatened 
ZRUOGLVWRNHHSDOLYHDVHQVHRIÅKRO\IHDUµÅZHPXVWUHPDLQPLQGIXORI
Platos warning that we can be prepared for the divine madness only in so 
far as we keep the divine fear vigilant within us.
 On Platos Philosophy of Art:LQG
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Note on Sources:
Much of the biographical information presented here is derived from 
the documents in the Wind Archive in Special Collections in the Bodleian 
/LEUDU\LQ2[IRUG7KLVFDQFXUUHQWO\RQO\EHQDYLJDWHGXVLQJWKHPDQX-
script catalogue created by Margaret Wind. However, a digitisation project 
is currently under way which should make this important archive more 
accessible to scholars. 
,DPPRVWJUDWHIXOWR5REHUW3DZOLNIRUKLVYDOXDEOHKHOS LQZULWLQJ
this piece, his exemplary editing, and stimulating conversation. Any errors 
that remain are my own.
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